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ABSTRACT
GENDER QUEER REPRESENTATION IN THE BOX SPRING
Kim Likier, MA
Department of Communication
Northern Illinois University, 2017
Dr. Laura Vazquez, Director
This thesis, as well as the short film, The Box Spring, explores issues related to gender
identity and expression. Through the lens of queer theory, the thesis ensconces the short film in
the existing body of works relating to the aforementioned issues. In order to detail both the
academic grounding and the process of film creation, there are seven main chapters. The first
chapter covers the theoretical background, including a brief history of nonbinary individuals and
information on transmasculine identities. In Chapter Two, the thesis covers the process of
writing the script, as well as the impetus behind character and plot decisions. Chapter Three
covers the pre-production process and chapter four the production process. Then, in Chapter
Five, the post-production process is discussed, followed by Chapter Six (distribution) and the
conclusion (Chapter Seven).
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INTRODUCTION
Chapter One: Theoretical Background
To place the film into a category of work, queer theory is used as a foundation. The goal
is to discuss how the short film reacts to, disagrees with, or otherwise interacts with existing
theory and creative works, such as movies. Judith Butler’s work on gender as performance is the
starting point for research, as there is a compelling question regarding how to perform an
agender, or gender-less, identity, as the lead character in the short film does. The message of the
film deals with the lead character coming to terms with their identity. Additionally, gender
construction and nonbinary identities are explored. From there, the short film which is the
subject of this thesis will be critiqued, both in terms of queer theory and against the existing body
of queer film work.
Chapter Two: The Script

The second chapter covers the process of creating the script and the choices made with
regard to genre, characters, plot, and dialogue. The film uses the science fiction genre because
the science fiction genre has the ability to comment on or highlight aspects of a specific society
or culture. Those who create science fiction select qualities, rules, and laws to either maintain or
distort their reality. In this vein, science fiction was selected as the genre for the short film, and
this chapter goes into more detail regarding how the film uses science fiction as well as to
convey the film’s message.
Throughout the course of this thesis work, the singular pronoun they/them is used. Additionally, Kimberly Likier is
not only the writer of the thesis but also the scriptwriter, director, editor, colorist, and sound mixer. When used in
this work, the titles refer to Likier. Further, the work is only concerned with the culture of the United States of
America.

Moreover, character development is explored in this chapter. All of the characters went
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through numerous changes and revisions, from name to gender and even motivation. Each of
these choices was predicated on creating a solid vision for the film’s message. The thesis also
covers the plot as a whole in relation to the filmmaker’s personal perspective on queer issues.
Chapter Three: Pre-Production

This chapter discusses the pre-production that went into the creation of The Box Spring.
Among the content are: preparing a grant application, casting the roles, and securing locations.
There were a number of problems that arose during the pre-production process which are
discussed.
Chapter Four: Production

Chapter Four discusses the four days of production as well as the continuing efforts in
post-production. The contents of this section include a summary of the events of each day as well
as a discussion of problems that arose.

Chapter Five: Post-Production

Chapter Five discusses the previous and current post-production efforts. This chapter
details what is currently transpiring in the initial editing stage. The future plans for the piece,
such as choices to be made about sound design and color correction, are covered in this chapter.
Chapter Six: Distribution

Given that this is a queer film that is not lesbian or gay but somewhere floating in the
nonbinary ether, the distribution is discussed in terms of where this film may find an audience
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and how this film will be submitted to various film festivals or other venues. Where this film fits
with other queer films is also discussed.
Chapter Seven: Conclusion

The last chapter is the conclusion, wherein the process and the theory are tied together
and my academic and artistic goals are assessed to determine overall achievement or weaknesses
and how this experience will impact future endeavors.

CHAPTER ONE

Theoretical Background
In the culture of the United States of American,1 most everything is gendered into two
categories: Male or Female. From clothing, colors, drinks, movies, books, and games, there is
practically nothing that is not coded one way or the other. The most obvious of these
categorizations is that of newborn babies who have no concept of gender identity. Dependent on
a doctor’s subjective determination of a baby’s genitalia, an assignment is made as to whether
the child will be socialized as male or female. In the case of babies born intersex, surgery often
accompanies this decision to better make the baby conform to social standards. This comes from
a discomfort with those infants who do not fit into culturally normalized and accepted categories,
which has a long history full of fear of fraud, fear of being tricked, and discomfort with those
who transgress their social roles. Furthermore, language intensifies this need to have this
dichotomy, as groups of differently gendered people are announced as “ladies and gentlemen,”
and there is a distinct lack of honorifics for nongendered people. Mr./Mrs./Ms. are well and
good, but for someone who does not identify on the binary, they are also restrictive. The
Sir/Ma’am dichotomy is much the same. Attempts to create new words are met with skepticism
and derision, and adaptations of existing language are often dismissed, at least preliminarily.In or

1

This work will only focus on the society and culture of the United States, as there are too many differing cultural
views on sex and gender from all over the world. This work does not purport to speak in a globally universal way.
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der to place The Box Spring in its appropriate social context, all of these areas need to be
explored.
Medicalization of Gender/Sex Into Binary Categories

From birth, American babies are categorized as one of two sexes. This binary
categorization is further enforced by societal expectations, from which color blanket the child is
given to what toys they are socially and culturally encouraged to play with. However, the binary
of male and female is inaccurate. Approximately 3,600 babies are born every year in the United
States, with a slightly uneven split between male and female sexes recorded (US Census Bureau,
2012). Some of these babies are born with intersex characteristics, either outwardly with visible
genital ambiguity or inwardly with unseen genitalia that does not correspond with the child’s
presented sex (Lloyd, 2005). Although some babies are born intersex, determining the exact
number of babies born with nonconforming genitalia is currently not possible because such a
determination would require objective research on a subjective subject (Karkazis, 2008).
Because intersex infants are seen as having a stigmatized condition, the obvious solution for
medical professionals is surgical intervention (Karkazis). Under these circumstances, parents and
medical staff will often make a decision on which gender the child will be. However, despite any
nature versus nurture arguments, cases have shown that raising a child as one gender is not
dispositive of what gender that child will want to express.
There was at one time an undercurrent of fraud and danger to society associated with
those who did not conform to societal norms of sex and gender. There are recorded incidents of
purported voter fraud or a person living as a man who was later deemed to be a woman (Reis,
2009). In the early nineteenth century, the idea that someone could successfully masquerade as
the opposite gender was threatening to the fabric of society which relied heavily on a gender
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binary in that men could vote and women were not seen as sexual actors (Reis). For a biological
woman, or a person deemed by doctors to be biologically female, to step into the shoes of a man
was discomfiting. This person could defraud innocent women and, if the clitoris was enlarged
enough, penetrate the oblivious and naïve female partner (Reis). These individuals were found to
be threatening because they could not easily be sorted into the gender binary upon which society
was based (Beh & Diamond, 2005). Although many of the concerns are no longer relevant, as
women can vote and control their sexual lives, some people are still ill at ease with the idea of
someone being both or neither. The medical solution of gender assignment solution puts others at
ease by making the baby something that can be categorized. By ‘fixing’ these people, doctors
were and are perpetuating the socially constructed gender binary. Rather than adapt to the idea of
alternative and multiple sexes, society pressures individuals into the binary of male and female
so as to persist without change (Karkazis, 2008).
Many of the challenges intersex individuals face mirror the struggles of gender
nonconforming people. While there are persons in both categories who can pass as one gender or
another, a large number of people are stuck somewhere in the middle. There is no binary option
that fits, either due to genitalia or gender identity. Adults who identify as transgender and begin
the transition process after secondary sex characteristics have developed face numerous
challenges. From a legal standpoint, there is a rather recent history of denying the gender identity
of persons whose gender is different than the one they were assigned at birth (see Etsitty v. Utah
Transit Authority, 502 F.3d 1215 [2007]; Goins v. West Group, 635 N.W.2d 717 [2001]). Even
more recently, there has been tumult regarding North Carolina’s decision to legislate that people
must use the bathroom that matches the sex they were assigned at birth, based on fear that
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transgender women would somehow molest cisgender women. Unfortunately, this encourages
gender policing (Halberstam, 1998). When a transgender or nonbinary person approaches a
bathroom in public, the question is immediately posed: Which bathroom should they use? In
which bathroom will they likely not face discrimination or violence? A person’s gendered
performance, whether transgender, nonbinary, or cisgender, impacts how society interacts with
them.
Social Roles

Gender is socially constructed and performed (Butler, 1990). While there are multiple
ways to perform one’s gender identity, there is a societally conceived standard. In recent years,
masculinity has become more appropriate for female persons to adopt, from wearing pants to
seeking jobs. On the other hand, male persons are kept from adopting femininity by social and
cultural forces. The ideal masculinity, which is as far from femininity as possible, is referred to
as hegemonic masculinity. Hegemonic masculinity is the masculinity to which males are
supposed to aspire and allows “men’s dominance over women to continue” (Connell &
Messerschmidt, 2005, p. 832). Moreover, hegemonic masculinity is a departure from
conventional norms of femininity (Donaldson, 1993), and the narratives used to craft this
masculinity contain “noble standards for male behavior beyond the reach of most men” (Harris,
1995, p. 11). Often, boys and men enforce this masculine standard against each other for nonmasculine behaviors, relying on methods like outright physical bullying or cracking jokes at
another’s expense (Mills & Lingard, 1997; Stein, 2007). Performance of hegemonic, acceptable
masculinity constructs what is normal and desirable for boys as they become men (Armengol,

2

Cisgender is a term that refers to a person who identifies as the gender they were assigned at birth.
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2007). To be masculine under hegemonic masculinity, a man must avoid anything deemed sissy,
such as being nurturing or providing care. Men are to be assertive, dominant, independent, and
strong (Smith & Kimmel, 2005). Hegemonic masculinity is an impossible standard that causes
more harm to all gendered people than good.
Masculine Performance

This masculine standard applies not only to cisgender men but to transmasculine
individuals as well. In some cases, a transmasculine person feels the need to perform hegemonic
masculinity more than a cisgender man because they have to prove their masculinity, whereas a
cisgender man does not need to do so. If a transgender person does not pass, or is obviously not a
cisgender person, they stand the risk of harassment and violence. This is, however, a doubleedged sword. If they pass but someone discovers their transgender status, then they could be seen
as frauds. If they do not pass and someone discovers their transgender status, then they are
rejected from their claimed gender identity.
Aside from what is traditionally understood as transgender (from one side of the binary to
the other), there exists persons outside the binary who may identify as transgender in that they do
not identify with their birth-assigned gender. These people may use traditional she/her or he/him
pronouns, but many prefer other options. These options include the singular they/them, which
already exists in the American English vernacular, as well as nontraditional choices such as
ze/zir and ve/vir. They/them is easy to integrate into conversation and usage because people
already do so: “Someone left their coat behind.” It is used when the gender of a person is
unknown as a quicker and more inclusive way of saying: “Someone left his or her coat behind.”
However, they/them is already in use as a plural as well, which creates discomfort for some.
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Even Microsoft Word automatically corrects the singular “themself" to “themselves.” In order to
avoid the conflict, some people deign to invent their own singular pronoun, which is unique but
often harder to integrate. The lead character of The Box Spring uses they/them in part because
scripting was easier and in part because the character prefers to use a word already available in
the English language.
Gender is performative, which raises an interesting question: How does an agender
person perform a complete lack of gender, especially when American culture is gendered in
myriad ways? The lead character in The Box Spring was assigned female at birth but has adopted
a masculine presentation in an attempt to distance themself from the female performance.
However, by performing masculinity, the character struggles with being perceived as male as
well as being perceived as female. In this way, the character needs to find some form of comfort
with their gender identity, which is the purpose of the film.
Representation in Film

Finding queer representation in media is not—and has not been—an easy task. Historical
context is important, as what is now seen as queer behavior might not have fit into an older
filmmaker’s intent. However, the fear of queer sexuality was espoused in the Hollywood
Production Code as early as 1934 (Benshoff & Griffin, 2006). Restrictions were placed on what
actions, lines, and behaviors could be shown. That did not stop queer storytellers, however, as
they merely adopted a subtextual language. This subtext ranged from a foppish man with
exaggerated feminine gestures to a woman who wore masculine clothing. This form of
communication was picked up on by queer audiences, who understood the unspoken messages
snuck past the censorship of various eras.
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In many ways, queer representation exists in the unspoken, and those looking for it often
gain the ability to find queer messages. In television, creators use this to their advantage in
creating what is referred to as queer baiting, or using subtext to allude to the possibility that a
character is queer only to later reaffirm that character’s heterosexuality. In the comedic film But
I’m a Cheerleader! (Babbit, 2000), the lead character is oblivious to her homosexuality, but the
characters around her collect damning evidence, like pictures of women from inside her school
locker, her enjoyment of tofu, and her ownership of a Melissa Etheridge poster. The pieces of
evidence echo how subtext in visual media work; these clues are used to tag a character as queer
without the character needing to verbally claim their sexuality. However, many films never
acknowledge queer sexuality. Kate McKinnon plays the eccentric genius Holtzmann in the
rebooted Ghostbusters (Feig, 2016), with whom many queer women have identified. The reasons
range from her flirtatious manner of interacting with the other women to the way she holds
herself. The extra-textual homosexuality of the character is also likely impacted by the openly
homosexual McKinnon. When director Paul Feig was questioned about the matter, he was
intentionally vague, stating, “I hate to be coy about it. But when you’re dealing with the studios
and that kind of thing…” (Loughrey, 2016). In genuine cases of acknowledged subtextual queer
sexuality and identity, such as Carol3 (Haynes, 2015), the small moments speak volumes to those
who look closely and understand what is not being said or shown.
The Box Spring seeks to use subtext to communicate to a knowing audience. Rather than
overt proclamations of Jay’s gender identity, there are subtle clues: Jay’s gender is difficult to
identify, they have both “masculine” and “feminine” products in their personal space, such as the
two sticks of deodorant and the varied clothing the character owns. The clothing ranges from
3

Let it be noted that Carol also uses queer main text.
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men’s basketball shorts to the chest binder—the script called for bras and boxers as well, but
they were not captured in the footage. Further, they resent a feminine nickname. None of this is
exclusive to a gender queer identity but can communicate a great deal to those who understand.
The lead actor also makes subtle choices in acting that communicate the delicate position
between being themself and fitting into gendered expectations. For example, their attorney friend
asks them to attend a girls’ night, and the actor chose a small, flinching, unhappy reaction, an
expression that is easy for a heteronormative audience to miss. The film travels from subtext to
main text by the end in having a supporting character transition to using the correct pronouns,
which mirrors Jay’s acceptance of their identity.
In some cases, queer sexuality and identity is allowed to be main text, but there are
qualifications. Transgender characters have been allowed to be the punch line, the plot twist, or
the tragedy. In The Crying Game (Jordan, 1992), the big reveal is that the lead character’s love
interest is a transgender woman, which is depicted as a shocking twist. The lead character’s
response is revulsion followed by vomiting. This punch line is mocked by the film Ace Ventura:
Pet Detective (Shadyac, 1993), wherein the reveal of the villain being a transgender woman
causes all those who kissed her to heave and hurl, and the animated television show Family Guy
(MacFarlane, 2010), which has a cisgender male puke after understanding he kissed a
transgender woman. More recently, the television show Pretty Little Liars (King, 2015) revealed
the villain to be a transgender girl. The horror film Sleepaway Camp (Hiltzik, 1983) relies on a
transgender serial killer for its final shock. In terms of tragedy, Boys Don’t Cry (Peirce, 1999)
depicts a fictional version of a real story of a transgender boy who is forcibly outed, raped, and
later murdered for being transgender. These are all culturally accepted outcomes because they
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support or reinforce the idea that transgender people are unnatural—or that they are trying to
trick cisgender people.
More often than not, transgender characters are not played by transgender people. In The
Danish Girl (Hooper, 2015), the transgender woman is played by a cisgender man, Eddie
Redmayne, who was touted for his bravery in playing a female character. Transparent
(Solloway, 2014), which is generally lauded as good representation, has a transwoman played by
a cisgender man. Jared Leto, a cisgender man, played a transgender woman in Dallas Buyers
Club (Vallee, 2013). Elle Fanning, a cisgender girl, played a transgender boy in 3 Generations
(Dellal, 2015). John Cameron Mitchell, a cisgender man, played a transgender woman in Hedwig
and the Angry Inch (Mitchell, 2001).
While there are some positive representations of transgender people played by
transgender actors, they are few and far between. Laverne Cox, a transgender woman, who plays
a transgender woman in Netflix’s on-going series Orange Is the New Black (2013-2017 and
beyond) is a recent exception. In creating The Box Spring, I wanted to fill the transgender role
with a transgender actor; thus, I created a casting call for only transgender actors for the lead
role. Because most transgender roles go to cisgender people, this was incredibly important to me.
The actors who auditioned expressed excitement at the opportunity, citing the rarity of such a
role, which speaks to the deficit of transgender roles, specifically those for nonbinary characters.
Further, they generally depict characters who exist in the binary, as a character who was assigned
female at birth transitions to male or vice versa, and fit into the expectations of
heteronormativity. There is a large deficit in terms of representation of transgender characters
who are neither male nor female, as well as those who vacillate among the genders fluidly.
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Stories about these kinds of characters are important representation, and the lack of content
needs to be rectified.
Their journey fits into the theme of queer theory, which is a challenge to the perceived
static nature of the self, identity, and sexuality. The theory finds its roots in Judith Butler’s
works, touched on above, which discuss how gender is not inherent but constructed. The lead
character in The Box Spring exists outside the preconceived and socially constructed gender
roles. Rather than in traditional gender roles, the lead character challenges expectations, even as
that process is discomfiting and painful at times. Their identity functions within queer theory as
resistance against the normative ideas of gender. With all of this in mind, the film accompanying
this thesis and script attempts to take a transmasculine, nonbinary character through a narrative
relating to their gender identity and presentation in an otherwise normative setting.

CHAPTER TWO

The Script

Synopsis

In the middle of the night, Jay awakens to the sound of disturbing, constant buzzing.
They search around their room but cannot find the source of the noise. When they wake up the
next morning, they go about getting ready for the day, pretending that they don’t hear anything.
However, they cannot ignore the buzz forever. They deduce the sound is coming from the box
spring and so lift the mattress. Inside the box spring lurks a portal that flashes purple
intermittently and buzzes; while unusual looking, it does not look inherently dangerous. On
sighting the portal in the box spring, they drop the mattress and back away.

Jay (Avi Roque), the lead character from The Box Spring
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They go to work at a law office, where they meet up with their best friend Peter, another
attorney, who does not use “their” pronouns. They try to tell Peter about what they saw, but Peter
is unconvinced there is anything going on other than work-related stress. Determined to get proof
for Peter, Jay approaches the mattress later that day. They use a Spider-Man toy to test the portal’s
depths but drop the twine connecting them to the toy. Trying to get the toy back, they reach into
the portal--which immediately wounds the back of their hand.

Spider-Man being lowered into the portal
Knowing that they cannot deal with this alone, they meet up with a paranormal
investigator at a public park. Erika is less than convinced that this portal thing exists, but she is
willing to check it out for a bit of money. However, when she conducts her investigation, she
does not know what is going on and thus believes she is being tricked. She leaves, and once
again, Jay is alone with their problem.
Peter hangs out in Jay’s living room a day or two later, chilling after work and discussing the
news. Jay is visibly distracted by the hum, which Peter seems oblivious to. Eventually, Jay leads
Peter to take a closer look into the bedroom. He sees the portal and believes immediately. He
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uses Jay’s pronouns for the first time during the following discussion, and Jay reacts with a
relieved smile.

Jay (Avi Roque), left, and Peter (Josh Smith), right, seeing the portal
Before bed that night, Jay successfully gets Spider-Man out of the portal without getting
hurt. They put their bed back together and lay down. Although the buzz is still present, they are
able to fall asleep.

Jay (Avi Roque) recovers Spider-Man from the portal
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Conceiving the Story

The story was first conceived as a very vague concept. From the beginning, there was the
main idea of someone having a mysterious portal under their bed. Who that person was and what
the portal meant, however, was undecided. Because I am devoted to creating positive
representation, the film was always meant to be queer. Then, as the story evolved, I realized the
opportunity to explore an area with a large media deficit: nonbinary identities. Being nonbinary
myself, I decided to tell a deeply personal story with a more hopeful ending. Given that there are
several genres that would work as a base framework for this story’s goals, a choice was
narrowed to between science fiction and horror.
On the one hand, horror has a history with queer media. The idea of normalcy is often
represented by a heterosexual couple, who are then attacked by something challenging the
natural order (Benshoff & Griffin, 2006). Queer sexuality has been depicted as monstrous, like
Dr. Frankenstein and Igor creating life together (Benshoff & Griffin). In this way, queer
sexuality in horror movies seemingly attacks—and sometimes kills—heteronormativity
(Benshoff & Griffin), making it popular with some queer audiences. This monstrous othering,
however titillating, was not a good fit for this film.
Science fiction is a more subtle genre for social critique and therefore more suitable for
the purposes of this thesis, which seeks to normalize rather than demonize queer identity. Every
world that is created is done so based on a creator’s cultural experiences. The differences, as well
as the similarities, are telling. Those who create science fiction select qualities, rules, and laws to
either maintain or distort their reality. Science fiction allows for commentary without tying queer
sexuality to monstrosity. This is important because in the horror setting, queer sexuality is
something to be feared as it terrorizes the heteronormative world. Framing queer sexuality is not
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helpful in expanding discussions. However, in the genre of science fiction, strangeness is often
framed as something new to discover and understand. In some cases, this newness does turn out
to be dangerous, but science fiction is about the beauty and wonder in exploration of the
unknown. As Gene Roddenberry (n.d.), creator of one of the most well-known science fiction
series, once said4, “Star Trek was an attempt to say humanity will reach maturity and wisdom on
the day that it begins not just to tolerate but take a special delight in differences in ideas and
differences in life forms.” It is this attitude that ensconces The Box Spring in science fiction—
that differences are to be explored and celebrated, rather than feared.
In this film, the portal is a representation of Jay’s gender identity. It buzzes to the point of
annoyance, disallowing Jay from ignoring it. It is a constant, pressing presence, as the issue of
gender identity often is for those outside the gender binary. This unknown occurrence is initially
frightening, but because science fiction also speaks to the optimism found in the unknown, the
portal also represents a hope for progress and the appreciation of differences. Jay eventually
comes to terms with the fact that their identity is indeed different—but different does not mean
ugly or monstrous.

Jay (Avi Roque) and the portal
4

Nobody quite knows where this quote originated from, despite the quote being well known.
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First Draft Issues

During the course of scripting, several issues arose. The first issue concerned the lead’s
name. At the start of the script, the supporting character Peter refers to the lead as “Jilly,” and the
nameplate on the lead’s desk reads “Jillian.” Due to worries about confusing a reader over the
lead’s name, the script used the name Jillian to refer to the lead, despite the lead preferring the
name Jay. This was due to the clunky nature of distinguishing in the script to whom Peter is
speaking. However, this was not true to the character, and the name was formally changed
throughout.
Jay’s pronouns also brought up an interesting issue. The use of the singular they/them has
shown up in works of Shakespeare, such as A Comedy of Errors. In Act IV, Scene 3, Antipholus
of Syracuse says, “There’s not a man I meet but doth salute me / As if I were their wellacquainted friend” (italics added); however, given the grammatical changes over time, the
concept of a singular they/them has gone out of vogue. As the reinstatement of the singular
they/them is relatively new, some audiences are uncomfortable with its usage. Additionally, it is
not addressed in formal scriptwriting practice, which made crafting the script an interesting
adventure into when to use pronouns, when to use names, and how to distinguish between just
Jay and a group of people. In this project, an advisor actually asked me to put a disclaimer in the
script about how the protagonist uses they/them pronouns to avoid confusion. While seemingly
complicated, the solution was simple: if a group was doing something, names were utilized
instead of the plural they for added clarity.
Once the semantics were decided, there was also the determination of the film’s purpose.
The first draft was unfocused. While the base elements were present, making it not entirely
terrible, there was clearly no single direction, no unifying thread throughout. At first, the film

20

felt like it was about making Peter understand Jay’s gender identity. That seemed the
conventional direction, since Peter is in some ways the antagonist, as well as the Everyman for
the audience. However, having him come to accept Jay’s gender identity felt too much like
making Peter the protagonist, as he would be the one going on a journey of growth and change.
Jay was always the one with a goal, but making the film about Peter took a bit of the impact of
Jay’s journey away.

Jay (Avi Roque), left, and Peter (Josh Smith), right, in the office
Instead, the script needed to nail down what Jay’s goal actually was. On the one hand,
they want Peter to believe them about the portal as well as to use “their” pronouns. On the other
hand, Jay wants the buzzing to stop, which raises the questions of where it came from and where
it goes. All three are seemingly accomplishable in the length of the short film, but one must be
preeminently important. Jay wanting the buzzing to stop was dropped, as there is no inclination
given as to where the portal even came from. Therefore, banishing it by the end would be a bit
too much exposition and be boring to watch.
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The other two goals of Peter’s belief in the portal and usage of correct pronouns could
combine nicely into a metaphor. The portal functions as a physical representation of Jay’s gender
identity. The buzzing that Jay hears is constant and irritating, much like the consistent
questioning thoughts Jay has about their gender. The portal itself was supposed to be a physical
representation of Jay’s gender identity qualms that they could interact with and eventually show
to those close to them. The portal, like nonbinary gender identities, is something that others may
find hard to believe in. When Peter finally recognizes the buzzing and sees the portal, he uses
Jay’s correct pronouns, which accomplishes the two goals. However, this was not what the film
was intended to do. There are too many films where the conventional character is put in an
uncomfortable situation from which they learn or grow and become better people. After this
wondrous change, they somehow deserve accolades for being less of an egotistical, selfrighteous prat5 than they were before. This is a common trope in many films (e.g., Guardians of
the Galaxy, [Gunn, 2014]; Passengers, [Tyldum, 2016]; and Knocked Up, [Apatow, 2007]).
Often, these characters are cisgender, white men who are surrounded by much more interesting
side characters who could offer a unique and valuable perspective. Peter, a conventional
cisgender man, held little interest for me. Instead, the goal was always meant to focus on Jay.
Finally, the goal of personal acceptance appeared. Jay’s secondary goal might be to get
Peter to believe in the portal, but their primary goal is to get others (specifically Peter) to
understand their identity, which also results in them accepting an aspect of their identity. Peter
helps them reach this point with the use of correct pronouns, but it also comes through in the end
when Jay is able to reach into the portal without getting hurt.

5

No pun is intended. That Chris Pratt plays a prat in Guardians of the Galaxy (Gunn, 2014) is coincidental.
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With the goal selected, the script grew tighter and more focused. The dialog eventually
adapted to the goal, with Peter’s final line of “I’m trying harder” being scrapped—because,
again, this is not a film about Peter’s growth. This point continues to be an issue within the
script, as Peter’s growth is more visible than Jay’s. However, Jay’s feelings about “their” gender
identity are more important than Peter’s respect for their pronouns. Under a patriarchal model,
having the protagonist obviously change would make for clearer storytelling. Part of queering
this story is relying on ambiguity and subtle resolutions. At the end of the film, Jay rescues the
Spider-Man figurine, which represents the dual nature of Jay’s identity,6 from the portal without
incurring further damage. They are, for the first time since the initial scene, able to sleep
peacefully. These two changes are supposed to reflect Jay’s inner progress.
Another of the changes that occurred to the script over the revision process was the
secondary characters. Peter started out as Petra while Erika was Erik. This was a deliberate
choice, although the reasoning is complicated. Peter became a man when the need to have a
masculine standard arose. Jay needed someone they were around day after day to model themself
after. The switch was also because Jay gravitates toward masculine-presenting people, although
they are aware that they do not quite fit the mold.

6

The figurine being a superhero was a deliberate choice, as most superheroes (Iron Man excluded) have a private
identity that almost nobody knows. In very public situations, they wear a mask, and they put on a performance.
When the mask is removed, they are allowed to truly be themselves. The choice of the figurine being Spider-Man
was a personal preference, due to my undying love for the character.
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Erika (Rachel Oldenburg), left, and Jay (Avi Roque), right, in the park
Erik to Erika was simply a way to balance the genders: one nonbinary person, one man,
and one woman. What was important, however, was the role she plays in the story, which is that
of someone with pre-established knowledge of the supernatural—or in terms of the metaphor,
with knowledge of gender and sexuality. She comes to the bedroom, sees the portal, and does not
have an answer. Moreover, she is not able to provide help, which is often the case with arising
issues in the gender and sexuality field. This decision in the script was based on personal
experiences engaging with members of the field and those who identify as queer.
Through the use of sci-fi genre conventions, plot, dialog, and characters, the script delves
into gender-related issues. Science fiction allows for a subtle critique of the writer’s social and
cultural reality and creates a domain wherein something strange can occur as the inciting
incident. The plot eventually adapted to the message of Jay convincing Peter the portal is real, as
well as coming to terms with a painful aspect of their gender identity.

CHAPTER THREE

Pre-Production

Once the script was locked, pre-production began. This process included seeking funding,
location scouting, casting, and preliminary production design. The first step was budgeting out
the financial needs to make the film and seek funding. I supplied the initial funding myself, but a
grant proposal was also written, as seen in Appendix B. Although the grant application was
eventually denied, the process was essential for my learning. Instead, funding came mostly from
me and my father, although the funding never reached the full total of what was deemed
necessary. Some funding relief came from the in-kind equipment from Northern Illinois
University’s Department of Communication and physical labor provided by the students in the
Advanced Narrative Field Production course. Moreover, crew helped with transport. This
generous support stretched enough to at least get the shooting finished. Additional funding may
be sought during post-production to cover finishing the project.
Location scouting was in several ways the easiest part of pre-production. The apartment
location was immediately available, as I had an available apartment at the ready. Additionally,
the apartment was located across the street from a public park, which was an acceptable location
for the park scenes. Two of the needed locations for the shoot were accessible and free. The
troublesome location was the office, as nobody involved in the process had access to an office
setting—at least at first blush. An office space was located by one of the crew and made
available on Sunday April 9th, 2017. Due to a problem with scheduling that arose, this location
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became unavailable, and the production scrambled to find a backup location. Finally, an office
space on Northern Illinois University’s campus was found in the University Writing Center. Gail
Jacky, the Writing Center Director, kindly provided access to her office at a day’s notice, thereby
solving the location problem.
The casting process started two months before the auditions. Knowing that agender actors
were likely a bit harder to locate for a job without pay, the casting call included payment
information. Rather than searching on usual casting platforms, the search was focused on
Tumblr.com and Facebook.com, where I deemed it easier to locate queer/gender-queer actors.
Without a transgender actor, I would have refused to move forward. As stated in the literature
review, too many transgender roles go to cisgender actors. Furthermore, there is a depth to Jay’s
character that could only be understood and performed by someone who had similar experiences.
This process turned out to be effective, as several agender and transgender actors came to the
auditions or sent in audition videos. One video audition came from Avi Roque, a Chicago-based
agender actor. Their take on the character resonated because of their quiet but intense reactions.
The character Jay is not verbally confrontational even while upset, and Roque’s understanding of
this aspect was integral to bringing the character to life. The part of Peter was offered to Joshua
Smith, and the part of Erika was initially offered to a Northern Illinois University student in the
Department of Theater and Dance. However, a problem arose later, and Rachel Oldenburg took
over the part.
During pre-production, I worked closely with the cinematographer on visualizing the
space and the actions. The resulting storyboards are included in Appendix C. In order, they show
the expected shots and shot scales; although not all were accomplishable during the later
shooting process, the exercise was helpful preparation.
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The final part of pre-production to take place was the preliminary production design. The
apartment was cleaned, rearranged, and painted. The living room and bedroom were the primary
locations, and both received a great deal of time and attention because they were the spaces in
which Jay could truly be themself—or at least more so than outside or at work. The living room
was painted a light green, and the bedroom became a soft yellow. These two room colors were
chosen to avoid having a blaring white background in the shots. Furniture was purchased to
furnish the living room; the pieces were old and mismatched to suggest Jay does not spend
money on material things. One of the other props created was a glass jar of extra change and bills
labeled “Beach Body Bound,” as a suggestion that their spare money went to a fund for top
surgery7 rather than into beautifying their home. The bedroom was decorated sparingly for the
same reason. Multiple Spider-Man figurines were purchased, in order to find one with the right
size and look. The portal was not incredibly large, so some of the purchased figures were too big
to fit inside. One of the appropriate size was eventually found on eBay. Additionally, props were
purchased. These props included a trophy for the office to indicate Jay’s proficiency as an
attorney, a nameplate with Jay’s dead name,8 and chest binders.9
Finally, the box spring portal was created from a plastic bowl, tinfoil, holiday lights, and
transparent garden rocks. Getting the right look was important, as this item was the centerpiece
of the film. The color of the portal was initially written as ever-changing, somewhat like a
swirling rainbow within. The rainbow felt too on the nose, however. Instead, purple was selected

7

Top surgery is a medical procedure done to remove the fatty breast tissue from a person’s chest. This procedure is
not always covered by insurance and is not performed by many doctors. Thus, the surgery can be quite expensive.
8
Dead name refers to the name a transgender person sloughs in order to adopt their true identity. Calling someone
by their dead name is a micro-aggression and disrespectful.
9
Chest binders are a specialty article of clothing that binds the breasts of a person down to at least visibly remove or
lessen their cleavage. Many, but not all, people who were assigned female at birth but identify as nonbinary use one
in order to mitigate the social connection between breasts and womanhood.
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based on the historical fact that women who were attracted to women often signaled their
sexuality with violets. In order to make the color more dynamic, holiday lights that could be set
to different patterns were implemented, as well as oddly shaped transparent rocks and tinfoil,
which would bend the light. Black satin pillow cases were used to couch the portal in the box
spring without leaving gaps or revealing the rough cut edges of the box spring. At the same time,
the pillow cases also helped the portal look more naturally existent in the box spring. The
finished product was the last piece to finishing the bedroom set. The pre-production process
lasted from December to April, from the initial grant application to the night before the first
shoot, when finishing touches were put on the apartment and the portal.

CHAPTER FOUR:

PRODUCTION

Production lasted for four days of shooting, over two weekends. Documents relating to
the shoots are included in Appendix D. Prior to shooting, the crew was reminded to use the
correct pronouns for the lead actor. The first day of shooting was April 1st, 2017. On this date,
the actor was brought to the apartment set at seven o’clock in the evening for several scenes that
required only the lead and took place entirely in the bedroom. All scenes were at night, so the
challenge was in making each scene look unique, as the scenes took place on different in-film
days. Reviewing the footage later, cinematographer and I agreed that additional shots, if time
permitted, would be ideal.
The second day of shooting, April 2nd, started early in the morning and proceeded until
early evening. This was supposed to be the day for all the Erika scenes to be shot. Unfortunately,
attempts to contact the actor the night before and the morning of went unanswered. Panic
swelled. Giving up on the actor, the filmmaker subsequently called on a friend with experience
acting. The actor drove two hours down to participate in the film. These scenes included
shooting at the apartment and at the park. Everything went smoothly until the footage was
archived to the computer and it was discovered that most of the day’s work had been corrupted.
Several processes were used to try and rescue the footage, but none worked. Because the lead
actor was paid by the day, the production could not afford an entirely new day of shooting.
Therefore, those scenes had to be added onto the existing schedule. Because of the shuffle, the
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scenes were scheduled for the following Sunday, which was when the original schedule had the
production in the office space. The office space was not available on Sunday, causing the mad
scramble to find an alternate location. However, because the actor had to drive two hours to the
set, the production had ample time to fit in a few shots to make up for the night before.
The week between shoots was spent collaborating with the crew to determine the best
approach to fit everything in the final weekend. Because reshooting was required, the
cinematographer and I spent a good deal of time deciding exactly which shots were most
important and which order to do things in, so that when the weekend arrived, shooting could
proceed quickly and efficiently. Because there was an incident of misgendering the first
weekend, there was another reminder of the need for correct pronoun usage. One item that never
got addressed but still weighs on my mind is the appropriate way to apologize for misgendering.
Many times, the person who misspoke will apologize gratuitously. The result of this is
downplaying the apology and creating a need to comfort the person who misspoke. The attention
is shifted from the misgendering and onto the other person. At one point during shooting, a
crewmember misgendered the actor and then apologized while sobbing. This put Roque in the
position of assuring the crewmember that she was forgiven and that the incident was not a big
deal. This was both a waste of valuable time and an uncomfortable moment for the actor.
Instead, the proper mechanism for a breach of courtesy such as this is just a simple apology.
Then everyone can move on.
The second weekend was indeed more efficient than the first. The crew had gotten used
to the flow of the shoots and was prepared to get things done. On Saturday, the scenes with Peter
were shot, starting first at the office and then transitioning over to the apartment. The office
location was not perfectly ideal, given that the room was an office but a far cry from a legal
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office, but there was enough space to keep equipment, hide crew, and set up shots. The
equipment was lacking a clap board, but the assistant camera person downloaded one onto a
phone, and this method actually worked out very nicely. The office scene went very smoothly,
although the audio recorded was a bit muffled at times and the thrum of the air conditioner
noticeable. At the apartment, the gaffer and his team had to create the illusion of early evening
by covering the windows and adjusting the lighting. From there, the shoot went quickly as well.
On Sunday, the actor for Erika returned to reshoot the apartment scenes and the park
scene. Because the crew had already experienced this shoot the weekend prior, all had an idea of
what to do. The shots were completed once again, and the footage triple checked and archived
before the actor for Erika was allowed to leave. On further review, I determined that there were
shots that would have made the film flow more evenly, but the gathered footage would suffice.
Finally, the lead actor completed pick up shots and solo scenes before leaving the set for good.
Overall, the crew was better this weekend about appropriately gendering the actor.

CHAPTER FIVE:

Post-Production

On completion of the shooting, all production materials were left with me for editing, and
I began an assembly cut of the film. The assembly cut ran at approximately eleven minutes, but
the viewers determined that the film needed more time and space to breathe. This was an
uncomfortable experience for me but was critical to crafting the rough draft. While the audience
thought the story was clearly presented, there was not enough time to process the events and
Jay’s reactions. Also presented on that day was a rough cut that was edited by Marlon Stoby, an
undergraduate in the Advanced Narrative Field Production course. His edit took the time to
breathe and process but was a bit rougher on the conversations and action. I used some of these
alternate ideas to improve on my cut as well as to get a better idea of moments that needed to be
slower. The first rough cut that followed stretched out the silence and gave the story the room to
speak and the audience time to process. This cut ran closer to thirteen minutes.
In its current state, the film is in between these two run times. The scenes are slowly
finding their pacing and best takes, and as editor, I am beginning to tune the enter and exit
moments of each scene and clip. This process should take a few months, with each finished
rough cut being viewed, critiqued, and edited again. At the completion of rough cuts, I will
conduct the color correction. In terms of an overall look, I am looking to create a desaturated
look that will pervade most of the film. There are still decisions to be made about when full, lush
color will be used. One option is to keep the color up in the bedroom scenes, where Jay is most
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relaxed and at ease, despite the portal. Then, in public when they have to perform gender in front
of an audience, the color saps away. Early conceptions of the final product toyed with giving the
entire project a more extreme look, such as using an overall purplish hue or intense contrast, but
those ideas were abandoned as the project continued.
The audio post-production will occur around the time the color correction begins. A
composer still needs to be secured, but the project will utilize string instruments, like the cello
and violin. The buzz was initially conceptualized as based on string music that is heavily
distorted, so the utilization of string instruments in the composition would counterbalance nicely.
This will be confirmed later, once the exact sound of the buzzing is determined. That process is
currently under way, and I am testing different noises and effects. I will design and mix the
sound, as I want to expand my repertoire to better perform in post-graduation jobs.
The next part of the process will be the title and graphics. The title card currently rests
just after the first scene, which was supposed to be its permanent placement. Instead, it has come
to rest at the very beginning, with the sound of the buzzing slowly rising from the silence. The
font of the title needs to be something simple, like a plain old box spring, but with a hint of
something unique. From past experience, I know how agonizing it is to choose a title font. Some
work on graphics will need to be completed, as two separate box springs were used during
filming. The first box spring was discarded after the production design team created marks on the
mattress around the portal to try and give the effect of cratering. Unfortunately, this did not come
across well, and the back-up box spring was put into action—which was identical, sans the
Sharpie marks. Those marks will need to be cleaned up in post-production. At the end of the
credits, there will be the graphic of the box spring as designed by graphic artist Meng-Jung
Yang. This graphic can be found in Appendix B, as the cover page of the grant application.

CHAPTER SIX:

Distribution

Despite the production of widely distributed movies featuring gay characters, such as
Moonlight (Jenkins, 2016), there is still a dearth of films with queer characters and themes.
According to Romano (2017), “LGBT movies are still too often pigeonholed as ‘niche’
entertainment.” The movies that are produced are put under a financial microscope; if they do
not do well, it is because nobody wants to see queer films, and a production company may not
want to take another “risk.” Many of the films with queer characters mentioned above are a more
acceptable risk due to the cisgender actors in the transgender roles and the underlying anti-queer
messages. When lesbian pulp novels came into existence, authors bypassed censorship by having
the queer narrative end horribly as a mechanism for getting queer content out. Some might argue
that film operates in a similar way; the difference is that lesbian novels no longer need horrible
endings to be worth distribution, whereas film lags behind.
Where queer film does find a home is in film festivals,10 Film festivals often have themes
particular to the submissions they seek to obtain. There are many film festivals all over the world
that seek only queer films. Here, smaller budget projects with queer characters and themes are
celebrated, rather than deemed a risk. A quick review of some festivals, such as FilmOut San
Diego, Out On Film, and Outfest Los Angeles, appear to have broad categories such as Gay,

10

Independent films are also more likely to take that queer “risk,” but I have not discussed them.
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Lesbian, and Transgender—but there is no proscribed space for genderqueer media. All these
festivals cater to the queer community, and do so well, but none has recognized the need to have
a nonbinary category. Sexualities are dependent not only on the gender identity of the object of
one’s admiration but also on the gender identity of oneself. If the character exists outside the
gender binary, they may not qualify as gay or lesbian, given that they are not a man-loving man,
a woman-loving woman.
Because The Box Spring features a nongendered protagonist, the film is queer but not gay
or lesbian in nature. As an agender individual who does not identify as either man or woman, Jay
is seemingly separated from the lesbian and gay categories. Arguably, Jay is a transgender
character in that they identify as a gender different than the one they were assigned at birth.
However, both traditional transgender people and nonbinary people have been resistant to this.
The filmmaker identifies as transgender but understands that many others would not accept a
nongendered character into a transgender category.
Because of this, The Box Spring may have a difficult time finding a good fit at a queer
film festival. The film will either need to be entered into a broad category, such as queer, a
transgender category, or the gay or lesbian category. In the queer category, it may find its home,
given that Jay is a queer person going through a problem that is exclusively queer. However, this
category is quite broad and does not specifically tackle gender identity. Because Jay is not a trans
man or a trans woman, the film may not be accepted as a “real” transgender perspective. On the
lesbian side of the argument, the protagonist was designated female at birth, which lends
credence to the idea that they could still identify as lesbian. However, given their masculine
presentation, an argument that they qualify as gay could be made as well. Neither gay nor lesbian
feels true to the character, but given the popular submission and prize categories, a choice might
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need to be made. Even if a choice I do make such a choice, festival organizers might disagree
and shunt the film into another category.
Despite a perceived lack of a platform with a broader audience, there is an audience
interested in seeing this film. The target audience is relatively small (gender queer people
looking for gender queer representation), but this film could appeal to others as well. While large
production companies may not see a wide general audience for queer films, these films are not
exclusively queer. Queer people have been watching and enjoying straight, heteronormative
media for years, which means that heterosexual people ought to be able to enjoy queer media as
well.
For both the intended audience and the plausible audience, there must be a distribution
mechanism, which will occur online. The film will live on Vimeo as well as on my personal
website.11 It will be publicized with a Facebook page12 and through Tumblr—the same way the
actor was found.
Outside of festivals and screenings, this film could have value in the classroom. During
discussions of the script and production, students expressed confusion about the gender queer
protagonist and more interest in the supporting characters. While this feedback was initially
frustrating, I came to understand that this film and discussions of it could expand visibility and
acceptance of nonbinary identities. Nonbinary transgender people are often met with
confrontation when expressing their identity, from the denial of the singular they/them to a
vehement reinforcement of the two-gender binary. The more people are exposed to alternate
gender expression—or a lack of gender expression—the less this is likely to happen.

11
12

https://kimlikier.com/the-box-spring/
https://www.facebook.com/theboxspring/
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On a personal level, this film was a learning process for me, who had previously never
directed or edited a short film. It functions as an introductory step into queer filmmaking that I
can use in the future. Of particular interest to me is how this film deals with subtext as a
communication medium. I will continue testing the boundaries of what is too subtle for most
audiences while pushing those boundaries to speak directly to a more niche audience that likely
has not seen very much representation of this type.

CHAPTER SEVEN:

Conclusion

The experience of crafting this film and thesis has been a fascinating opportunity to
explore gender-related media issues. Gender and sexuality are continuously evolving matters
dependent on time and space, and The Box Spring seeks to establish a voice and perspective in
this moment in history. As a lead character, Jay exists outside the gender binary in both
identification and presentation. The script deals with their eventual acceptance of their identity
through the use of science fiction, specifically, the use of a mysterious portal in their box spring
and the disbelief of those around them.
Science fiction is used as a genre because of the wonder of discovery and the celebration
of differences. Jay’s gender is strange and unknown to Peter, who does not understand. Through
the film, however, the exploration of this identity is shown not as monstrous or horrific but as
acceptable and good. Using subtext, and eventually main text, the script identifies Jay as Other,
as nonbinary and outside the usual cultural and social expectations, which speaks in the same
metaphorical language that queer films before it have.
After post-production, this film will eventually find an audience among the brave
explorers of queer gender identity and sexuality who understand the social construction of these
ideas and want to see new media that acknowledges the outliers and approves of the vast options
regarding personal identification.
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Artist Statement
When I tell people that my pronouns are they/them, the most common response is
confusion followed by rejection on the grounds of the traditionally accepted understanding of
proper English grammar. I prefer to assume this negation of my identity comes from a place of
ignorance rather than malice. While understanding of transgender identities is becoming more
recognized by American society at large, there are peripheral gender identities, such as agender,
bigender, and gender-fluid, that still struggle for visibility. What most, if not all, transgender
people must contend with is society’s demand that they ‘pass’ as either male or female; because
they are passing, others around are comfortable with the adherence to the presumed status quo. If
someone transgresses, the consequences range from verbal abuse to physical assault and violence.
The more familiar one is with a concept, such as gender variation, the more likely one is to be open
and accepting of perspectives that are different--or even conflicting--with personally held
convictions.
Because coming out is a continuous process, a transgender person is always deciding to
whom, if, and how they ought to express their gender identity. Every person who is told must
process the information and react based on their perspective and understanding. Peripheral
transgender identities are not well-known or accepted, which leads to a high potential for rejection.
The constant bombardment of skepticism about the legitimacy of transgender identities has the
potential to silence and ostracize. Thus, the purpose of my short film The Box Spring is to give
exposure to agender identity to increase awareness.
Resources
Due to the contained nature of the script, the demands for shooting locations are minimal.
Additionally, my crew will be students currently enrolled in an Advanced Narrative Field
Production course. Pre-production is currently underway, with production set to begin in April of
2017. Production will last approximately four days, with an additional day for pick-ups if
necessary. Post-production efforts will take place during the summer, with a projected project end
in fall of 2017.
At this point, $1500 dollars have been collected for the express purpose of the creation of
this film, and I plan to crowdfund during the first three months of 2017. However, my largest
funding concern comes with the lead actor. Casting a transgender actor for the primary role is of
great importance to me. There are relatively few transgender roles available, and most commonly,
these roles go to actors who identify as the gender they were assigned at birth. With this in mind,
the casting of Jay is crucial to the authenticity and success of this project. The Carole Fielding
Grant will help expand my audition pool to higher grade actors from more diverse backgrounds,
with the option to fly in an actor from out of state if necessary.
Project
The film follows 28-year-old Jay, an agender lawyer who awakens one evening to discover
a mysterious vortex in their box spring. The buzzing this vortex produces is constant and loud, and
Jay cannot ignore the vortex’s presence. Jay’s wish is to have other people believe them about the
vortex. Unfortunately, nobody seems willing to believe them about the strange occurrence.
Through the use of the vortex as a metaphor for Jay’s gender identity, the film follows Jay’s
struggles to have other people believe that something different--but real--is occurring.
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KIM LIKIER
331 ½ S. 2nd St DeKalb, IL 60115
likier.kim@gmail.com • (815) 995-7734

EXPERIENCE WITH MEDIA
Writer/Producer, 2016
THE PIN
Narrative Short Film
Related Course Work: Narrative Scriptwriting, Advanced Narrative Field Production, Advanced
Problems in Media Production
EDUCATION
Northern Illinois University (NIU), DeKalb, IL
M.A., Expected, December 2017
J.D., Received, May 2015
Honors: Cum Laude 2015, Dean’s List Spring 2013, Summer 2013, Fall 2013, Spring 2014, Fall 2014,
Spring 2015
Carthage College, Kenosha, WI
B.A., Received, May 2012
Major:
German
Minors:
Creative Writing and Philosophy
G.P.A.:
3.9 on a 4.0 scale
Honors:
Summa Cum Laude 2012, Modern Language Scholarship Recipient 2008-2012, Deutscher
Akademischer Austausch Dienst Scholarship Recipient 2011
WORK EXPERIENCE
Graduate Teaching Assistant, NIU, DeKalb, IL (August 2016 – present)
• Teach Entry-Level Communications Course
• Work with Students on Speech Preparation and Delivery
• Assist Faculty Member with Editing and Running of Academic Journal
Graduate Assistant Writing Coach, NIU Writing Center, DeKalb, IL (August 2013- August 2016)
• Tutored Students in Academic Writing
• Performed Administrative Tasks
• Presented Content-Specific Information
Writing Fellow/Tutor, Carthage College Writing Center, Kenosha, WI (February 2009- May 2012)
• Tutored Students in Academic Writing
• Gave Introductory Class Presentations
• Presented Topic-Specific Information
Employee, Barnes and Noble at Carthage, Kenosha, WI (August 2009-May 2012)
• Catered to Customers
• Assisted in Stocking Books
• Handled Shipments
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